• W ith its emphasis on the plasticity and fungibility of identity, sensation fiction often explores the shifting gender codes of the nineteenth century. Wilkie Collins's fiction, in particular, has often been studied for its interrogation of gender conventions and the ways in which it destabilizes the heteronormative binary. While there are numerous examples of scholars queering Collins's work, this essay focuses on trans and gender nonbinary characters in The Law and the Lady (1875) in order to expose a pertinent aspect of the "false identity" trope necessary to sensation fiction plots.
W ith its emphasis on the plasticity and fungibility of identity, sensation fiction often explores the shifting gender codes of the nineteenth century. Wilkie Collins's fiction, in particular, has often been studied for its interrogation of gender conventions and the ways in which it destabilizes the heteronormative binary. While there are numerous examples of scholars queering Collins's work, this essay focuses on trans and gender nonbinary characters in The Law and the Lady (1875) in order to expose a pertinent aspect of the "false identity" trope necessary to sensation fiction plots.
1 As they have with the Gothic, critics have argued that the sensation genre is necessarily queer, but this scholarship does not explicitly discuss or examine transsexuality, transgender issues and theory, or the trans body. Reading sensation fiction as a genre that embeds explorations of "trans as modification and motion across time and space," to use A. Finn Enke's words (8), we can compound and disturb our understanding of the genre's queer characters and narrative strategies. As Susan Stryker aptly puts it, "transgender phenomena haunt the entire project of European culture. They are simultaneously everywhere and elsewhere" ("(De)Subjugated Knowledges" 15). One of the aims of this essay is to continue the work of tracing and marking these phenomena that "haunt" Collins's fiction, in particular the genderqueer characters and trans possibilities in The Law and the Lady.
If we invoke Stryker's definition of transgender as "people who cross over the boundaries constructed by their culture to define and contain" gender ("(De)Subjugated Knowledges" 1), we can study, too, the ways in which Gothic and sensation fiction cross, intersect, and trouble genre boundaries. 2 Like queering, transing can help explain why sensation fiction has been a persistent venue for transgressive and non-normative sexualities and gender identities. With Stryker's understanding that transgender studies investigates "forms of embodiment and subjectivity that do not readily reduce to heteronormativity" and fall outside the analytic framework of sexual identity ("Transgender Studies" 214), we can expand a post-structuralist, queer approach to sensation fiction.
gender nonconforming people such as Vernon Lee, Ernest Boulton and Frederick Park (who performed onstage as Fanny and Stella), Oscar Wilde, John Addington Symonds, Dr. James Barry (a surgeon in the British Army, born Margaret Ann Bulkley), and Katherine Bradley and Edith Cooper (who adopted the nom de plume of "Michael Field") attest to this fact. In taking up the gender nonbinary and transgender characters in The Law and the Lady, however, I'm not suggesting Collins was directly aware of his culture's medical and scientific approaches to what we would now term the transgender and intersex populations, but his novel seeks to subvert gender norms through nonbinary characters. The sensation genre allows for and celebrates these subversions and creates spaces for sympathizing with non-normative characters. As we examine proto-trans characters and transgender potentialities in The Law and the Lady, we can better understand Collins's overt and covert rejection of rigid gender binaries, noting that sensation fiction often portrayed a society in which secure gender identity was being questioned. Specifically, I'm claiming that these trans possibilities are dramatically developed in this text as the medical investigation of genderqueer and transgender people was growing in social interest. The Law and the Lady exploits and fetishizes trans characters, and in several instances institutionalizes or punishes them for their difference.
c o l l i n s's t r a n s f i c t i o n The 1990s and early 2000s saw the application of queer theory to Gothic literature. As Ellis Hanson has noted, "queer studies of the Gothic have typically shifted registers between the Freudian and the Foucauldian, or . . . between psychologizing and historicizing modes of critique" (176). With its interrogation of oppositions and binaries, queer theory illuminates the cultural transgressions that are central to Gothic fiction, which typically upholds normalized heterosexuality. Critics such as D.A. Miller extended the use of queer theory from the Gothic to sensation fiction noting how sensation fiction relies on somatic responses of shock and suspense, which emphasize the erotics of reading itself. Indeed, for Miller, the reader (and literary critic) is the ultimate Foucauldian paranoid. He writes, the novel "makes nervousness a metonymy for reading" (151). Miller links sexuality and power, noting how they incite paranoia and that there is a "homosexual component given to readerly sensation by the novel" (112). Pointing to both male homoerotic and lesbian elements in The Woman in White, his queer reading of the moustachioed Marian Halcombe led to numerous queer interpretations of Marian and the novel's other gender non-normative characters. 4 These scholars, in turn, have helped to illuminate female masculine and masculine female characters such as Armadale's Ozias Midwinter and Lydia Gwilt, subversive heroines such as No Name's Magdalen Vanstone, and The Dead Secret's homoerotic Mrs. Jazeph. In The Moonstone, the solution to the novel's mystery depends on a character that must not be allowed to survive; Ezra Jennings's gender difference disables him and he cannot be "cured" or accepted. These interpretations signify how queer desire, like the supernatural, is invisible yet hauntingly familiar. Homosociality, intimate Victorian same-sex friendships, the queer and disabled, and other relevant queer subjects in Collins's fiction are now beginning to be fully explored.
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While The Woman in White's Marian Halcombe (and her moustache) inspired numerous queer readings of Collins's fiction, The Law and the Lady has been the subject of several important gender and disability studies readings. Martha Stoddard Holmes and Mark Mossman argue that " [d] isability can be seen as central to the very poetics of sensation fiction" (493). More recent intersections of queer and disability studies have resulted in crip theory, a strand of critical cultural analysis that, alongside "queer perspectives and practices," has "been deployed to resist the contemporary spectacle of able-bodied heteronormativity" (McRuer 6). Rachel Herzl-Betz utilizes interdependence theory and questions interdependence's normative definition of gentle and generous care. Herzl-Betz persuasively argues that "Dexter and Ariel's BDSM eroticism suggests that painful and queer experiences of interdependence challenge these normative models of care" (35). This helpful and provocative interpretation expands disability approaches to the novel and acknowledges its queer characters and family. Acknowledging the benefit of disability studies and crip readings of the novel, my approach seeks to illuminate the novel's transgender characterization, showing how Collins's non-normative characters are (if only temporarily) provided trans spaces, lives, and families.
As Marshall Nowell has recognized, the common assumption among literary critics that, especially in older historical periods, literary characters who cross gendered lines must automatically be read as queer suggests a problematic conflation of queer and transgender that dates back to late nineteenth-century sexology. Numerous scholars, ranging from psychoanalysts to trans scholars have debunked this assumption. (43) My aim here is to acknowledge the work queer studies has done in interpreting and identifying the queer in sensation fiction but also to acknowledge that the queer umbrella does not wholly account for all forms of sensation fiction plots and its characters. We must recognize that trans studies offers new and different approaches and theories, and that it has the potential to not only further destabilize the gender binary but also provide mobile, shifting, and productive rhetorics and interpretations. As I have argued elsewhere, we need to understand "trans" as "connoting unstable, transient, or in-between, but also offer 'trans' as transformation, development, creativity, reorganization, and reconstruction" ("Transing the Gothic" 4).
Much as William Hughes and Andrew Smith claim that the "Gothic, in a sense, has always been 'queer' " (1), I maintain that Gothic and sensation fiction have always been trans. As Victorian culture normalized and privileged heterosexuality, criminalizing non-hetero acts and relations, gender malleability was demonized and figures such as the effete, dandy, new woman, odd woman, and others destabilized these same gender norms. Writing at mid-century, Collins was firmly nonconformist: he never married, visited prostitutes, had concurrent female partners, and fathered three illegitimate children by the time of this death. Rejecting Victorian values, he celebrated (and sometimes fetishized) the nonconforming in his fiction. Just as his personal, secretive life was something out of one of the plots of his own sensation novels, his gender nonconforming characters speak to the transgressive possibilities that inhered within the limits of Victorian culture. His fictional worlds offer spaces for the queer and transgender, spaces that incorporate, accept, or, as expected, violently reject. t r a n s i n g t h e l aW a n d t h e l a d y Following Collins's bestselling novels The Woman in White (1859) and The Moonstone (1868), The Law and the Lady further develops his sensation plotting and domestic mysteries, and, like his previous novels, includes disabled characters and an amateur domestic detective. The plot of The Law and the Lady revolves around Valeria Brinton, who marries Eustace Woodville despite objections from Woodville's family. The novel's mystery is centred on Eustace's identity (he has changed his surname from Macallan) and his past: Valeria discovers he went to trial for murdering his first wife. The case against him found "Not Proven" under "Scotch law," the cloud of suspicion and guilt still hangs over Valeria's husband. 6 One of the earliest female detectives in fiction, Valeria is intent on solving the murder of her husband's first wife, proving the innocence of her husband, clearing his name, and verifying her legal marriage to him (since he married under a false name). Seeking evidence from her husband's past, Valeria hopes to change "that underhand Scotch verdict of Not Proven, into an honest English verdict of Not Guilty" (108). With the help of two of her husband's friends, Major Fitz-David and the disabled and mentally ill Miserrimus Dexter, Valeria discovers a torn letter in a dust-heap behind her husband's house that proves to be the suicide note of his first wife, Sara Macallan. With this, Valeria can prove that the arsenic obtained for Sara's complexion was used for her suicide and that Eustace did not poison her. The novel closes with the birth of their son and Valeria's confident pronouncement that she has all the evidence in her possession to prove her husband "Not Guilty." Returning from fighting for the Brotherhood in Spain, Eustace agrees with Valeria not to read the reconstructed letter, which remains sealed in an envelope. Now largely willing to accept the verdict of "Not Proven," Valeria argues for Eustace to leave the judgment unturned and hidden from the public eye. After all Valeria's tireless efforts to expose and prove her husband's innocence, the novel closes with Eustace remaining simultaneously guilty and not guilty. The Scottish verdict of "Not Proven" results in a continual movement between guilty and not guilty (a form of constant shifting, of in-betweenness). Throughout the novel, Valeria tries to impede this marginal, indeterminate legal position, a mode that reflects her gender-curious gazing. The Scottish verdict can therefore be seen as an overarching metaphor for transing and the eventual acceptance of border-crossing. 7 It is The Law and the Lady's Valeria Woodville who fully takes up Walter Hartright's role in The Woman in White as a gender-curious observer. As he does with Marian Halcombe, Frederick Fairlie, and Ezra Jennings, Collins often first "monstrosizes" then humanizes his nonbinary characters, and The Law and the Lady's disabled Miserrimus (Latin for "most unhappy") Dexter is no different. Like Limmeridge House, "Prince Dexter's Palace" houses trans figures who are described in terms of atavism and monstrosity. While Valeria is a less sensational rewriting of Marian Halcombe, it is Dexter who dramatically challenges physical and gender norms. Born without legs, Dexter gets around either in a wheelchair or by hopping on his hands. He also suffers from various stages of mental instability, his mood changing violently, from mild and melancholy to the brink of madness, and by the end of the novel, he is confined to an asylum. Sara, Eustace Woodville's first wife, rejected a previous marriage proposal from Dexter, who was infatuated with her, and the conclusion to the novel's plot largely rests on Dexter's knowledge of Sara's "murder" (which turns out to be a suicide). As he did with The Moonstone's Ezra Jennings, Collins centres the solving of the novel's mystery around a "strange," physically challenged, and gender nonbinary character.
Collins endows Dexter with homoerotic and trans possibilities, noting his physical difference and describing him as "a strange and startling creature-literally the half of a man" (163) and "like a woman" (281). He is described as "terrible" (163), "the halfman" (193), "creature" (281), and "monkey" (323), and is often conflated with his wheelchair: "The fantastic and frightful apparition, man and machinery blended in one-the new Centaur, half man, half chair-flew by me again in the dying light" (193) . Valeria claims that Dexter has "an impish curiosity terrible to see"; he is a "terrible creature" that hops as lightly "as a monkey" on his hands (194) .
Though she speaks initially of the "terror" she experiences in looking at Dexter (195), Valeria's repulsion soon gives way to gender curiosity. Through her gaze, Dexter's body shifts from appearing monstrous to fascinating. And, notably, Collins gives his disabled, gender nonbinary character hypersexualized attributes. Valeria repeatedly states that he is "an unusually handsome, and an unusually well-made man" (163), noting his "bright intelligent face," "large clear blue eyes," and " [t] he lustrous waving hair of a light chestnut colour" (199). She admits, "A painter would have revelled in him as a model for St. John. And a young girl . . . would have said to herself the instant she looked at him, 'Here is the hero of my dreams!'" (200). He crosses several lines of propriety, devouring Valeria's hands with kisses, placing his hands on Valeria's shoulders, and, most shockingly for Victorians, putting his hands around her waist. Valeria's taxonomic gaze seeks to place Dexter within the heteronormative gender codes of the period:
His long silky hair, of a bright and beautiful chestnut colour, fell over shoulders that were the perfection of strength and grace. His face was bright with vivacity and intelligence. His large clear blue eyes, and his long delicate white hands, were like the eyes and hands of a beautiful woman. He would have looked effeminate, but for the manly proportions of his throat and chest; aided in their effect by his flowing beard and long moustache, of a lighter chestnut shade than the colour of his hair. Never had a magnificent head and body been more hopelessly ill-bestowed than in this instance! Never had Nature committed a more careless or more cruel mistake than in the making of this man! (163) Just as Marian Halcombe's moustache marks her gender difference and confusion, Dexter's body signifies the same disruption and destabilization of gendered physicality. Both bodies are startling in their combination of female and male incongruity and attractiveness, both shock and arouse, and both are in some way disabled and "unnatural." Dexter's half body (torso and head) meets at the intersection of male/female, masculine/feminine, delicate/ robust. Notably, Valeria layers her description of Dexter with gendered terms: "He spoke in the gentlest of voices-and he sighed hysterically when he had done, like a woman recovering from a burst of tears" (195) . As Teresa Mangum remarks, "His unclear sexual status and complex gendering are presented as his greatest deformities, motivating the spectator's guilty gaze" (296). Yet Valeria's gaze has quickly shifted from guilty to excited. In fact, she finds his disability desirable. Her uncertain and aroused observations of him mix disgust, praise, and pleasure. In another remarkable description, Valeria details his effeminate ensemble:
His jacket, on this occasion, was of pink quilted silk. The coverlid which hid his deformity matched the jacket in pale sea-green satin; and, to complete these strange vagaries of costume, his wrists were actually adorned with massive bracelets of gold, formed on the severely-simple models which have descended to us from ancient times! (215-16) Dexter explains that he has received Valeria "in the prettiest clothes I have," and defends his cross-dressing by pronouncing that "a hundred years ago, a gentleman in pink silk was a gentleman properly dressed" (216). He further argues, "I despise the brutish contempt for beauty and mean dread of expense which degrade a gentleman's costume to black cloth, and limit a gentleman's ornaments to a finger ring, in the age I live in" (216). And just as his clothing defies mid-Victorian male dress, Dexter admits to Valeria that he also enjoys embroidery as a form of relaxation from his nerves: " 'Women,' he said, 'wisely compose their minds, and help themselves to think quietly by doing needlework. Why are men such fools as to deny themselves the same admirable resource-the simple and soothing occupation which keeps the nerves steady and leaves the mind calm and free? As a man, I follow the women's wise example' " (219). At one moment sewing in a pink silk jacket, the next denouncing women for their inability to concentrate their attention "on any one occupation" (229), and the next cooking truffles in wine for Valeria, Dexter defies gender stereotypes while caustically endorsing others. Just as Walter is horrifyingly attracted to the moustached Marian, Valeria finds Dexter "an unusually handsome man," whose blue eyes are as "large as the eyes of a woman" (200). Yet, simultaneously, Valeria seems compelled to describe Dexter in atavistic terms: "For one moment we saw a head and body in the air, absolutely deprived of the lower limbs. The moment after, the terrible creature touched the floor as lightly as a monkey, on his hands. The grotesque horror of the scene culminated in his hopping away, on his hands, at a prodigious speed" (194) . Later, seized by madness, furiously racing in his wheelchair, Dexter is "[h]alf man, half chair," "looking in the distance like a monstrous frog" (244). Valeria even refers to him as "Thing," "Object," and "It," monstrosized terms that reflect the unknowable, unnatural, and curious.
Yet Valeria balances her cruel observations with empathy, motivated by the fact that her husband's innocence may hinge upon Dexter's knowledge. Valeria's final interview with Dexter reveals fragments of truth in his disjointed narrative: Eustace's first wife was not murdered-she committed suicide. Loving her, Dexter had torn the suicide note into tiny pieces, eventually located in a dust-heap behind Eustace's former home. After having the note reconstructed by Mr. Playmore, a solicitor involved in Eustace's trial, Valeria has the means to help prove her husband innocent of any crime. As female detective, Valeria has indeed successfully (though privately) solved the novel's mystery but at the unintended expense of Dexter.
While Collins often carves out productive (though dysfunctional and often abusive) spaces for his nonbinary characters such as Marian Halcombe and Ezra Jennings, Dexter's difference cannot be contained by the narrative. Increasingly manic and suffering from mental illness, Dexter, Valeria is told in a letter from his doctor, is in a "state of absolute imbecility," a "state of utter lethargy," and "showed an animal interest in his meals . . . a greedy animal enjoyment of eating and drinking as much as he could get-and that was all" (326). Impaired by his madness, he is placed in an asylum where he eventually dies. Unable to be at his bedside, Valeria is told of his last moments:
He said with a touch of self-importance: "Silence all of you! my brains are weary; I am going to sleep." He closed his eyes in slumber, and never woke again. So for this man, too, the end came mercifully, without grief or pain! So that strange and many-sided life-with its guilt and its misery, its fitful flashes of poetry and humour, its fantastic gaiety, cruelty, vanity-ran its destined course, and faded out like a dream! (377) Dexter's "strange" and "many-sided life" is unnatural, unreal, and dreamlike. Incapable of fully succeeding and existing in an able-bodied, heteronormative world, Dexter faces a destiny that is predictable from the first scene in which he appears. Yet it is somehow satisfying that Collins produces such a remarkable, margin-breaking character who flourishes for most of the novel. In fact, Dexter creates a home and family that are temporary institutions of support and belonging (though rife with hysterics and abuse). Rather than envisioning Dexter's trans world as carnivalesque or freak-showish, Collins depicts "Prince Dexter's Palace" as a crumbling Gothic fortress that somehow protects and comforts. Indeed, it is juxtaposed with the asylum, the Foucauldian symbol of oppression and power that ultimately destroys him.
Miserrimus Dexter is not the only gender nonbinary character who transfixes Valeria's gaze, however. Ariel, the cognitively atypical cousin and helpmate to Dexter, captivates Valeria as Ariel gently combs Dexter's long hair, carries the legless man in and out of his wheelchair, and is the subject of Dexter's beatings and loving harassment. Valeria admits, "Ariel fascinated me; I could look at nothing but Ariel" (323). As with Dexter, Ariel is given animalistic (another character calls her "a monkey" [306] ), gender-confused attributes. Valeria writes:
I could now see the girl's round fleshy inexpressive face, her rayless and colourless eyes, her coarse nose and heavy chin. A creature half alive; an imperfectly-developed animal in shapeless form, clad in a man's pilot jacket, and treading in a man's heavy laced boots: with nothing but an old red flannel petticoat, and a broken comb in her frowsy flaxen hair, to tell us that she was a woman-such was the inhospitable person who had received us in the darkness, when we first entered the house. (196) "A creature half alive" and an "imperfectly-developed animal," the transgender Ariel is given zombie-like, atavistic qualities. As she does with Dexter, Valeria frantically searches for gendered signs while reinforcing Ariel's gender nonbinary position. Dressed as a sailor, Ariel confuses Valeria with her cross-dressing, so much so that Valeria grasps for female signifiers: the petticoat and comb. When Ariel visits Valeria in London, the maid announces, "It's a woman this time, ma'am-or something like one. . . . A great, stout, awkward, stupid creature, with a man's hat on, and a man's stick in her hand" (281). And when she speaks, Ariel reinforces her trans possibilities and embodiment: Valeria remarks that she has a "strange unwomanly voice" (198) . Incapable of fully understanding trans potentiality, Valeria uses words such as "impenetrable" and "incomprehensible" to describe Ariel (211, 328). She even asks herself, "Could Ariel . . . be woman enough to cry?" (282). In place of the Victorian sexologist, Valeria is the visual taxonomist desperately searching for gender confirmation in those that defy easy categorization. And in the same way that she finds Dexter horribly yet fascinatingly attractive, Valeria expresses a form of homoerotic interest in Ariel, and Ariel, in turn, jealously surveys Valeria's interactions with Dexter, fearing that she may usurp her intimacy with him. In one example, Ariel fears that Valeria has groomed and perfumed Dexter's beard, a duty Ariel relishes. As Valeria describes, In the hall, Ariel was on the watch for me.
As I approached her, I happened to be putting on my gloves. She stopped me; and taking my right arm, lifted my hand towards her face. Was she going to kiss it? or bite it? Neither. She smelt it like a dog-and dropped it again with a hoarse chuckling laugh.
"You don't smell of his perfumes," she said. "You haven't touched his beard. Now I believe you." (245) The passage makes explicit Valeria's erotic interest in the cross-dressing Ariel. Kissing or biting seem feasible options for her, especially since she makes no effort to pull her arm from Ariel's grasp (and she willingly allows Dexter to kiss her ungloved hand on numerous occasions). This scene is later mirrored with a BDSM moment between Dexter and Ariel, one of the novel's many scenes of discipline, bondage, and physical violence.
8 Once again, Valeria is the curious voyeur:
The unfortunate Ariel was standing before a table, with a dish of little cakes placed in front of her. Round each of her wrists was tied a string, the free end of which (at a distance of a few yards) was held in Miserrimus Dexter's hands. "Try again, my beauty!" I heard him say, as I stopped on the threshold of the door. "Take a cake." At the word of command, Ariel submissively stretched out one arm towards the dish. Just as she touched a cake with the tips of her fingers, her hand was jerked away by a pull of the string, so savagely cruel in the nimble and devilish violence of it, that I felt inclined to snatch Benjamin's cane out of his hand, and break it over Miserrimus Dexter's back. (304) Fantasizing about her own participation in the BDSM scene, Valeria can only command Dexter to stop torturing Ariel. 9 Valeria relates Ariel's response to her abuse: " 'Ariel has got no nerves,' she repeated proudly. 'He doesn't hurt me'" (305). Indeed, the Dexter-Ariel relationship is marked by Ariel's undaunting servitude and masochism. Herzl-Betz aptly remarks, "Dexter and Ariel's relationship highlights one form of painful need, in which the erotic application of humiliation and pain is synonymous with interdependence and care" (46). While Herzl-Betz recognizes Dexter's "queer family and fluid identity" (44), she doesn't fully consider the role that gender plays in this scenario. Yes, their violent love is erotic and interdependent; yet Dexter and Ariel have created a private world where their nonconforming gender identities are accepted and mutually supported. It is a trans space unrecognizable to the staid, Victorian observer.
In fact, Valeria's potential participation in this trans space signals its ultimate destruction. As Dexter grows increasingly manic, his doctor moves him into an asylum. Not able to be separated from Dexter, Ariel desires to be with him in the private asylum but has no money or friends to support her. Empathizing with her situation, Valeria arranges for a subscription to be set up for charitable donations, and enough money is raised for Ariel's care. Yet Collins suggests that outside of the private, queer world of "Prince Dexter's Palace," gender difference cannot survive. Following Dexter's death in the asylum, Ariel is incapable of fully understanding this loss. Still insisting that "the Master" has not left her, Ariel is asked to attend his funeral in hopes that she might accept his death. Valeria is told:
They were obliged to restrain the poor creature by force, when the coffin was lowered into the grave; and they could only remove her from the cemetery, by the same means, when the burial service was over. From that time, her life alternated, for a few weeks, between fits of raving delirium, and intervals of lethargic repose. . . . she had been found towards sunrise, dead of cold and exposure, on Miserrimus Dexter's grave. Faithful to the last, Ariel had followed the Master! Faithful to the last, Ariel had died on the Master's grave! (378) Dexter and Ariel are mutually coupled in their disabilities, gender variance, and sadomasochistic tendencies. Caregiver and devoted servant and partner, Ariel cannot exist without her mutually "strange" counterpart, and both she and Dexter are ultimately victimized by and sacrificed to the prevailing heteronormative social structure.
As The Law and the Lady provocatively demonstrates, Collins creates narrative spaces for these gender nonconforming characters, yet he also incorporates gender-policing voyeurs who either force these characters into conforming roles or violently eject them from the narrative. These trans possibilities in The Law and the Lady suggest that Collins exploits and fetishizes his trans characters, and in several instances institutionalizes or punishes them for their difference. Groundbreaking characters like Dexter and Ariel refuse to conform or choose a binary gender identity, thus they cannot be fully accommodated by their narrative world. By the end of the novel, the gender curious Valeria resituates her heteronormative female identity by reaffirming her marriage in the role of traditional wife and mother. But with the Scottish verdict remaining unresolved, perhaps Collins is metaphorically pointing to an acceptance of liminality. While Collins depicts the punitive effects of a repressed, conservative Victorian culture, he also offers at least temporary generative spaces for gender nonbinary and trans possibilities and characterization. Readers can sympathize with the painfully disabled Dexter and the painfully devoted cross-dressing Ariel. With The Law and the Lady and many of his other novels, Collins exploited and monstrosized the gender nonbinary population, yet, at the same time, he studied and explored the marginalized in order to better understand and depict those who defy, confuse, or resist gender categorization.
Notes
1 For a discussion of Victorian approaches to transgender phenomena, Victorian sexologists' intervention in the medicalization of the transgender and intersex population, and transgender possibilities in Wilkie Collins's fiction, see Zigarovich, "Transing Wilkie Collins." 2 For a full discussion of transgender theory's intersection with the Gothic, see Zigarovich, "Transing the Gothic." 3 For further discussion of the "queer desire for gender transitivity," see Wiegman. 4 See Haefele-Thomas, Nemesvari, Hoffer and Kersh, Stoddard Holmes, Salih, Free, and Erickson. For helpful introductions, see Allen and Forman. 5 Despite this amount of work, a book-length queer study of Collins does not exist. 6 At this time, the Scots law permitted a third option of "Not Proven" in addition to "Not Guilty" and "Guilty" verdicts. As Sara Murphy explains, "Within the law, there is a space of ambiguity, when whatever narratives offered to explain the evidence have not been sufficiently convincing to a jury to render either the guilty or not guilty verdict" (164). Murphy cites the 1857 murder trial of Madeleine Smith which resulted in the Scottish verdict of "Not Proven" as a source for Collins's arsenic plot and critique of the Scottish verdict. 7 For a helpful discussion of the Scottish verdict, see Murphy and Strovas. 8 My thanks to Karen Beth Strovas, who suggested that Valeria somewhat participates in this sadomasochistic exchange. For instance, in chapter 27, Valeria complies with Ariel's instructions to wait in the back entryway of Prince Dexter's
